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The Argentine poet Oliverio Girondo is a prominent figure in early twentieth-century Spanish American literature. Girondo is perhaps best known for his participation in developing the literary journal Martin Fierro (1924) (1925) (1926) (1927) , for which he served as codirector along with its founder, Evar Mendez, and to which he contributed financial support, critical insight, theoretical writings, and poetry.' Like many artists associated with the avant-garde, Girondo called for a new sensibility in the arts. His manifesto titled "Manifiesto de MARTIN FIERRO," which appeared on the cover of the fourth issue of the journal on May 15, 1924, challenges conventional notions of artistic production and provides an overview of Girondo's stance on art and literature. The "Manifiesto de MARTIN FIERRO" echoes many of the principles outlined in the "Manifesto of Futurism" (1909) and in E T. Marinetti's subsequent writings in its militancy and strong opposition to the establishment and to institutionalized paradigms regulating the creative process. Marinetti's first Futurist manifesto denounces academicians and museums, the guardians of culture:
It is from Italy that we launch through the world this violently upsetting, incendiary manifesto of ours. With it, today, we establish Futurism because we want to free this land from its smelly gangrene of professors, archeologists, ciceroni, and antiquarians. For too long has Italy been a dealer in secondhand clothes. We mean to free her from the numberless museums that cover her like so many graveyards. (50) This harsh declaration of the stagnant state of Italian culture, allegedly upheld by putrid thinkers and institutions that imposed and perpetuated mere imitation, instead of promoting artistic autonomy and innovation, is reiterated in the "MARTIN FIERRO" manifesto. Girondo condemns the solemn historian and scholar who mummify everything they touch as well as the artistic models that promote anachronism, mimesis, and the pursuit of intellectual nationalism. But unlike Futurist proclamations that adamantly insist on a nihilistic approach to revolutionizing art, "MARTIN FIERRO"
does not require a decisive break from tradition:
MARTIN FIERRO ye una posibilidad arquitectonica en un baial "Innovation", una leccion de sintesis en un"marconigrama", una organizaciOn mental en una "rotatiya", sin que esto le impida poseer-como en las mejores familias-un album de retratos que hojea, de vez en cuando, para descubrirse al traves de un antepasado o reirse de su cuello o de su corbata. (Espantapcijaros 181) MARTIN FIERRO sees the architectonic merit in an Innovation trunk, sees a lesson of synthesis in a Marconigram, sees mental organization in a rotary printing press, without denying himself the amentiy-found in most homes-of a photo album, turning the leaves from time to time to take a trip into the past . . . or to laugh at his old collar and cravat. (Scarecrow 25) Girondo embraces the beauty of the new machine age advocated by the Futurist movement without rejecting continuity with the past. The "Manifesto of Futurism" proposes the annihilation of the institutions that the Futurists so vehemently opposed: "We will destroy the museums, libraries, academies of every kind, will fight moralism, feminism, every opportunistic or utilitarian cowardice" (50). "MAR-TIN FIERRO," however, reserves the right to recognize artistic precursors and inherited traits as a family might its ancestors in a photo album. These references to self-reflection, self-critique, and laughter are characteristic of parody in that they acknowledge, incorporate, and mock the past while creating something new, and are essential to understanding Girondo's adaptation of Futurist doctrine and poetics in his third collection of poetry, Espantapdjaros (al alcance de todos (1922) and Calcomanias (1925) . Girondo's contemporaries praised his initial two books for their unique adaptation of vanguard poetic techniques and comical depiction of the metropolis.' Espantapcijaros, however, puzzled and eluded contemporary readers and critics alike. The book consists of an opening calligramme and twenty-four untitled, numbered poems that express an affinity with eroticism and the absurd.' The majority of these compositions are narrated in the first person; only three of the twenty-four poems appear in the third person, and all except the twelfth poem are written in poetic prose. Although they are at times anecdotal, these compositions are not readily classifiable as narratives. The poems of Espantaptijaros often resemble monologues and are characterized by anti-poetic speech and popular idiom, as well as traditional and vanguard artistic rhetoric.
The apprehension surrounding the book's form and content is perhaps best captured in a review published in the August 1932 issue of the bibliographic journal La literatura argentina. While identifying the parodic intent of Espantapdjaros as a "burla ingeniosa" `ingenious scoffing, the review denounced its erotic content as "una suciedad para espantar" 'a dreadful dump' and ultimately dubbed the book as "la altima bufonada de Rose Corral, who suggests reading the book as a composite of heterogeneous texts communicating sensorial and imaginative experiences that are linked together through word play. Luis Martinez Cuitiiio introduced Mikhail Bakhtin's theories on language and literature to the study of Espantapcijaros. For Martinez Cuitiiio, the perpetual integration of the comic and the serious, the use of the vernacular, the proliferation of multiple voices, and the constant metamorphoses present in the book are techniques borrowed from the Menippean satire (166-67). It is important to note, however, that these elements are also characteristics of avant-garde discourse.
The public debut of Espantapcijaros was in itself reminiscent of a Futurist happening in its critique of the establishment and bourgeois society. During fifteen days Girondo staged and accompanied a procession in which a scarecrow made of papier-mâché and dressed like an academic rode in a funeral carriage, echoing the book's initial calligramme as well as recalling the demise of the official scholar advocated by the Futurists.' At the end of the procession, however, the scarecrow was not burned in effigy, as the Futurists might have done. Instead, the papier-mdché scholar arrived at the home of the SADE, Sociedad Argentina de Escritores 'in the arms of two beautiful girls, thus undercutting the seriousness and severity of a Futurist critique.
Espantapcijaros was also promoted and sold from a rented space on what is still today the most commercial street in Buenos Aires. Aldo Pelligrini states in his account of the book's premier that Girondo "al mismo tiempo alquilo un local en la calle Florida atendido por hermosas y llamativas muchachas para la yenta del libro. La experiencia publicitaria resulto un e)dto y el libro se agot6 en cosa de un mes"`at the same time he rented a place on Florida Street assisted by beautiful, flashy girls to sell the book. The publicity resulted in success and the book sold out in a matter of a month' (15). Girondo adopted a marketing tool that was guaranteed to sell his book: sex. Regardless of whether the largely bourgeois ruling class looked down upon the use of attractive and provocative young women to lure potential buyers on Florida, the tactic worked and the book sold. In this sense, the promotion and sale of Espantapajaros is in itself a social commentary that clearly illustrates the material and ideological aspects of popular advertising. It is also ironic that at the same time that he appropriated Futurist principles in staging the official academician's funeral procession, Girondo undermined Futurism's adverse views on women and sex.
The annihilation of love, or as Marinetti stated in his speech to the Venetians of 1910, the murder of the moonshine (the emblem of love), is at the core of Futurism's assault on literary and aesthetic ideals, and specifically on its assault on Symbolist poetry. Marinetti renounces the city of Venice for fashioning itself as the destination of love par excellence, stating "Let's free the world from the tyranny of amore! We're sick of erotic adventures, of lechery, sentimentality, and nostalgia!" (64) . Instead, Marinetti and the Futurists promoted sex as a mechanical act intended for the sole purpose of reproduction: "We are convinced that Amore-sentimentality and lechery-is the least natural thing in the world. There is nothing natural and im- Published by New Prairie Press portant except coitus, whose purpose is the futurism of the species" (80). This latter statement from Marinetti's polemical essay "Against Amore and Parliamentarianism" refutes the notion that love is both an inherent and worthy human quality and acknowledges only the sex act, devoid of any emotion, as a necessary means of perpetuating mankind. Furthermore, the Futurists condemn women as the preeminent symbols of love and sentimentality:
This hatred, precisely, for the tyranny of Amore we expressed in a laconic phrase: "scorn for women." We scorn woman conceived as the sole ideal, the divine reservoir of Amore, the woman poison, woman the tragic trinket, the fragile woman, obsessing and fatal, whose voice, heavy with destiny, and whose dreaming tresses reach out and mingle with the foliage of forests drenched in moonshine. (81) Love and women are assimilated and scoffed as aesthetic ideals. As Lucia Re notes in her essay "Futurism and Feminism," Marinetti's abhorrence of woman "was aimed at the late-romantic and decadent cliches of woman as on the one hand femme fatale, vampire, adulteress-the eternal object of man's desire and the agent of his damnation-and on the other hand woman as muse, Beatrice, angelo del cielo or del focolare, virgin-martyr, sacrificial victim, and so on" (253) . Thus, Marinetti equates woman with artistic and literary conventions: woman as courtly and sublime symbols of love, as ephemeral and delicate objects as well as dangerous beings, deserving of hate.
In Espantapdjaros, Girondo parodies Futurism's adverse notions of love, sex, and gender. The poems numbered seven, twelve, and twenty-two of the book play on Futurism's contempt for love and sentimentality, its glorification and fusion of sex, danger, and violence, and its scorn for women. Girondo adapts poetic techniques outlined in Marinetti's "Technical Manifesto of Futurist Literature" (1912) and incorporates, at times comically, Futurist iconography of man and machine and of bodies and matter in motion. Girondo's poems demonstrate how Futurist views, which militated against amore and eroticism, once jolting and rebellious, were quickly imitated and eventually absorbed into the literary canon.
Poem number seven of Espantapcijaros is a composition in 6 Studies in 20th & 21st Century Literature, Vol. 29, Iss. 2 [2005] The initial exclamation is one of protest and complaint over the inordinate treatment of love. The first and second utterances of "amor" are separated by ellipses, suggesting the omission of an expletive. The word "amor" appears three more times in the proceeding verses, which restate the idea that the topic of love has been excessively foregrounded.
Having set a pattern of overkill in the opening verses, Girondo's poem traces the literary evolution of love in the remaining stanzas, which all begin with the word "amor" and comically list past and present variations on the popular theme: love analyzes and is analyzed, occurring both by sea and by land. The "gran M, con una M mariscula" alludes to the late nineteenth and early twentieth century aesthetic movement known as Modernism. Love is associated with dripping, sickly sweet meringue and with white flowers, bringing to mind the highly decorative, undulating, and plant-like imagery associated with the literature and art of the period.
In the verses that follow, Girondo incorporates Futurism's attack on amore. Futurist notions of love and eroticism are also presented as having already been exploited:
. . . amor con leche... lleno de prevenciones, de preventivos; lleno de cortocircuitos, de corta-pisas.
Amor con sus accesorios, con sus repuestos; con sus faltas de puntualidad, de ortografia; con sus interrupciones cardiacas y telefonicas. . . . (85) . . . love with cream and sugar...full of preparations, of preventions; full of short circuits, of shortcomings.
Love with its accessories, with its provisions; with its lapses in spelling and punctuality, with its interruptions, cardiac and telephonic.... (25) Romantic and idealized love is replaced with sex. The phrase "amor con leche," referred later in the poem as "amor espermatozoico" and "unctuoso," is suggestive of sexual contact and reproduction, for "leche" is also a word for semen and sperm. The word "amor" is positioned where one would expect "café," thus depicting sex as a common and widely treated topic. But these verses also express sexual activity as being full of precautions. The poem identifies the hazards of sex as short circuits and shocks, words that are associated with some of the very materials suggested as the subject for Futurist literature, specifically motors and machines. Ironically, although Girondo appropriates imagery that is characteristic of Futurism, he does not incorporate the movement's scorn for women. The poem does not make reference to the female sex directly, nor does it associate love with a specific gender. In this regard, the composition renews the tradition of love poetry while at the same time critiquing it as conventional.
In addition to enumerating the thematic treatment of love, They admire, they desire, they gravitate they caress, they undress, they osculate they pant, they sniff, they penetrate they weld, they meld, they conjugate they sleep, they wake, they illuminate they covet, they touch, they fascinate,
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Published by New Prairie Press they chew, they taste, they salivate they tangle, they twine, they segregate they languish, they lapse, they reintegrate. .. . (43) As in the previous composition, the first person "I" does not appear anywhere in the poem, and there is no mention of gender or sex. Instead, an affair between lovers is narrated entirely through a series of action verbs in the third person plural, preceded by the reciprocal pronoun "se" in all but five cases. Despite its unusual form, the poem presents a customary chronological chain of events, whereupon the lovers notice, allure and desire one another. This attraction leads to a sexual involvement, which is described from the perspective of someone who is secretly watching. The encounter is depicted as a purely sensorial experience: the lovers see, sense, touch, smell, and taste one another. They eventually penetrate and absorb each other, becoming one entity during intercourse until reaching the moment of climax, after which they separate, fall asleep, wake and have sex again. This pattern of arousal, copulation, withdrawal, and reprise is reiterated and progressively magnified in the poem.
The second coupling is signaled by the word "despiertan" 'wake up, the first verb to appear without the reciprocal pronoun. In addition to indicating that the lovers have ceased to sleep, this verb suggests that each has experienced an awakening. A burst of passion unfolds in the succeeding verses, where sex is rendered more carnal than before, as earlier caresses and kisses advance to groping, chewing and driveling. Though slightly more aggressive, these actions are not yet in the realm of perversion. Yet sex is followed by a deep state of lethargy that does not lead to sleep, as one might expect, but causes death. In his analysis of the poem, Jorge Schwartz likens this image to Georges Maine's discussion of the well-known French expression for orgasm as "la petite-morte" 'little death' (35) . In Girondo's text, however, the verb "fallecer" 'to die' appears after sexual intercourse ("se acoplan"`they join together') and withdrawal ("se disgregan" 'they separate'), providing a final, antithetical close to an experience which began with a kind of birth. Furthermore, "fallecen" 'they die' is immediately followed by "se reintegran" 'they re-integrate, suggesting that another change has taken place in the relationship.
Upon reuniting a third time, the lovers express an appetite for 10 Studies in 20th & 21st Century Literature, Vol. 29, Iss. 2 [2005] (93) they wriggle, they squirm, they infundibulate they fumble, they fondle, the perfricate they swoon, they twitch, they resuscitate they sulk, they pout, they contemplate. (43) Erotic behavior has now transformed into violent activity. The lovers combatively twist, stretch, heat, choke, squeeze, and shake one another as though their bodies were made of a highly pliable plastic. But the verb "tantear" 'to probe' sustains the human quality of the encounter, implying not only that the lovers are examining one another closely, but that they are also measuring and exploring each other's intentions. Although the two couple once again, the moment of sexual intercourse is described simply as a joining, after which the lovers' bodies immediately collapse from a loss of spirit and strength, suggesting that erotic pleasure is derived from the preceding abuse. The experience is rendered as threatening and debilitating though enjoyable at the same time. This change toward masochism is reinforced in the following verses: they clinch, they clutch, they concatenate they solder, they dissolve, they calcinate they paw, they claw, they assasinate they choke, they shudder, they embrocate they redden, they madden, they federate they repose, they loll, they oscitate they splice, they smolder, they colligate they abate, they alate and they transubstantiate. (43) The fourth union is described as though it were an assault: the lovers attack and tie each other as with a rope, colliding and clashing until copulation is achieved. Violent methods for bringing about death are expressed by the verbs "estrangular" 'to strangle; "acorneter" 'to attack; "acribillar" 'to riddle; and "asesinar" 'to assassinate,' producing the effect that what the speaker is observing, and subsequently what one is reading, are acts of transgression.
What first began as a somewhat traditional portrayal of passion through the use of familiar images that appealed to the senses ends with a description of sexual activity that involves abusive physical treatment and violence. Eroticism is linked with aggression and combat, recalling the exaltation of "the furious coitus of war" in Marinetti's "Let's Murder the Moonshine" manifesto (61). The actions related by the poetic voice, as well as the verbs employed to describe them, also render the lovers less human and more machine-like. For instance, drilling, piercing, and grafting ironically lead to screwing. In the final union, sex is described as the coupling of chemical compounds. The lovers not only shine like metal, they inflame, melt, solder, and calcinate each other; they are reduced to mere substances and are reminiscent of the Futurist desire to make literature out of matter and to capture the dynamic quality of matter in space. The lovers' bodies are mechanical, and their motions perpetual. Toward the end of the poem, sex is presented as a repetitive action that, over time, is as automatic as the operating of machines or the steady cycle of birth, death, and rebirth through which the past, present, and future are linked, thus maintaining continuity.
The threat of death in love and sex reappears in poem twenty-two, where sexual intercourse with a "mujer electrica" 'electric woman' is said to bring about death by electrocution. Here, Gi- 
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Studies in 20th & 21st Century Literature, Vol. 29, Iss. 2 [2005] , Art. 6 https://newprairiepress.org/sttcl/vol29/iss2/6 DOI: 10.4148/2334-4415.1605 rondo mocks the way the Futurists equated their aversion for love and sentimentality with their disdain for women, as conveyed by Marinetti in the opening statements of "Against Amore and Parliamentarianism?' In a similar fashion, Girondo's poem brings together conventional and contemporary representations of the femme fatale in which men are depicted as victims of evil-doing women. However, Girondo replaces with humor the hostility toward women expressed by the Futurists. The text is narrated by a male voice that offers advice on how men can protect themselves from three types of women: those who are vampires, those who have prehensile sexes, and those who are electric. The scientific and matter-of-fact speech with which the speaker discusses the perils associated with these women mocks human desire, particularly that associated with the male gender, to quantify and categorize. The femmes fatales are comically classified and introduced in order of the dangers they present, beginning with the female vampire who is the most commonly known, and therefore the least harmful.
The female vampire has a long established tradition in folklore and literature since ancient times, but she achieved the most notoriety in European literature of the 19th century. According to Bram Dijkstra, "by 1900 the vampire had come to represent woman as the personification of everything negative that linked sex, ownership, and money" (351). Girondo's poem acknowledges the popularity of the female vamp:
Las mujeres vampiros son menos peligrosas que las mujeres con un sexo prehensil.
Desde hace siglos, se conocen diversos medios para protegernos contra las primeras. (108) Women vampires are less dangerous than women with a prehensile sex.
For centuries, we have known various methods for protecting ourselves against the former. (77) The text is delivered as though it were an informative lecture. The use of the impersonal and passive se, and the subsequent repetition of the first person plural nos, which the speaker uses to express solidarity with his fellow men, produce an effect of ridicule by giv-ing the text an exaggerated oratorical tone. The poetic voice assures the male reader that the techniques for protection against female vampires that have been known and passed on for centuries render these women more recognizable and avoidable than women with prehensile sexes:
La imposibilidad en que se encuentran de hundirnos su lanceta en silencio, disminuye, por otra parte, los riesgos de un ataque imprevisto. Basta con que al oirlas nos hagamos los muertos para que despues de olfatearnos y comprobar nuestra inmovilidad, revoloteen un instante y nos dejen tranquilos. (108) The impossibility of their being able to sink their lancet into us in silence reduces, however, the risk of an unforeseen attack. As soon as we hear them coming we play dead because, after sniffing us and confirming that we are not moving, they hover for a moment and leave us alone. (77) Because female vampires are so commonplace, they are easily detected and dodged. The vampire-woman is depicted as a rapacious huntress who scents and circles her prey, while the male would-be victim intuitively perceives her and plays dead. In this relation, both the vampire-woman and her male targets are depicted as animals. Human behavior, specifically, sexual impulse, is devoid of emotion, and sex is presented as merely a physical and ravenous act. This is also characteristic of the lesser-known women with prehensile sexes: Contra las mujeres de sexo prehensil, en cambio, casi todas las formas defensivas resultan ineficaces. Sin duda, los calzoncillos erizables y algunos otros preventivos, pueden ofrecer sus ventajas; pero la violencia de honda con que nos arrojan su sexo, rara vez nos da tiempo de utilizarlos, ya que antes de advertir su presencia, nos desbarrancan en una montana rusa de espasmos interminables.... (108) Against the women with a prehensile sex, on the other hand, almost all forms of defense prove ineffective. No doubt prickly underpants and certain other preventatives can offer their advantages, but the violence of the sling with which their sex lashes out at us rarely gives us time to use them; before we notice their presence, they hurl us into a rollercoaster ride of interminable spasms. . . . (77) Unlike the vamp, a woman with a prehensile sex is difficult to es-
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Studies in 20th & 21st Century Literature, Vol. 29, Iss. 2 [2005] Insensiblemente, a traves del tiempo y del espacio, nos van cargando como un acumulador, hasta que de pronto entramos en un contacto tan intimo con ellas, que nos hospedan sus mismas ondulaciones y sus mismos parasitos. (108) Nevertheless, among the creations of sexuality's inventory, those already mentioned are the least dreadful. Much greater dangers, indisputably, proceed from electric women, for one simple reason: electric women operate at a distance.
Undetectably, across time and space, they charge us up like a battery, until suddenly we enter into such intimate contact with them that we find ourselves sharing the same currents and hosting the same parasites. The electric woman and her male victims are not given animal traits, as in the previous two examples, but are rendered as machine-like. An encounter with this femme fatale is both violent and life threatening. Sexual En todo un instante se nos escapan de los poros centenares de chispas que nos obligan a vivir en pelotas. Hasta que el dia menos pensado, la mujer que nos electriza intensifica tanto sus descargas sexuales, que termina por electrocutarnos en su espasmo, lleno de interrupciones y de cortocircuitos. (109) Hundreds of sparks escape from our pores every instant, obliging us to live in nakedness. All the way up to that little-contemplated day, when the woman who has been electrifying us intensifies her sexual charge to such a degree that she ends up electrocuting us in a spluttering spasm of disruptions, disconnections and fizzling short circuits. (79) The poem ends with a final allusion to both Marinetti's well-endowed robot and Picabia's spark plug. The electric woman generates sparks that escape from her victims, thus forcing them to live in the nude for fear of igniting their clothing. Eventually, her hot sexual charges electrocute her victims, who ultimately die from ceaseless shocks. Like Picabia's young American girl, the electric woman is "for-ever."
Espantapcijaros plays on Futurism's tenets, adapting many of the movement's formal principles, but at the same time rejecting and ridi-
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